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Abstract:
A	supplement	to	the	essay	English,	Scotch,	and	Irish	Dance	and	Song,	which	is	primarily	
a	documentation	of	rising	cadence	ﬁgures	in	dances,	ﬁddle	tunes,	and	songs.	Gathered	
here	are	another	50	examples	found	in	ﬁles	downloaded	on	2	May	2017.	These	were	the	
coincidental	result	of	a	search	for	more	information	on	Nathaniel	Gow,	the	son	of	the	
famous	Scottish	ﬁddler	Niel	Gow.
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1	For	information	about	the	source	volumes,	see	the	Introduction.
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Introduction										
	
This	is	a	supplement	to	the	essay	English,	Scotch,	and	Irish	Dance	and	Song,	which	is	primarily	a	
documentation	of	rising	cadence	ﬁgures	in	eighteenth	and	nineteenth	century	dances,	ﬁddle	
tunes,	and	songs	from	the	British	Isles.	Here	are	gathered	another	50	examples	found	in	ﬁles	
downloaded	on	2	May	2017.	These	were	the	coincidental	result	of	a	search	for	more	
information	on	Nathaniel	Gow,	the	son	of	the	famous	Scottish	ﬁddler	Niel	Gow.
For	more	information	on	rationale	and	method,	see	the	introduction	to	the	essay	linked	above.	
Here	are	a	few	excerpts:
See	also	my	“Celtic	series”	on	the	Ascending	Cadence	Gestures	blog,	where	I	distinguish	
four	categories,	which	the	reader	may	wish	to	keep	in	mind	when	examining	examples	
here:	
(1)	simple	examples	of	rising	lines,	with	appropriate	focal	tones;	
(2)	play	of	registers	common	in—and	congenial	to—the	violin;	
(3)	"long"	cadences	where	the	lower	and	upper	registers	are	connected	by	a	stepwise	
sequence;	
(4)	modal	tunes,	or	tunes	showing	a	modal	heritage.
In	general,	it	seems	clear	from	published,	arranged,	or	transcribed	sources	that	rising	
ﬁgures	in	the	cadence,	whether	or	not	attached	to	clearly	deﬁnable	focal	notes,	were	a	
consistent	part	of	musical	practice	in	Europe	for	well	over	two	centuries.	
I	make	use	of	(at	least)	the	following	ﬁgure	types	for	larger	dimensions	of	a	piece:
1. Lines	(all	of	these,	when	clearly	expressed,	would	fall	under	category	1	above)
1. A	unidirectional	line	with	focal	tone	and	cadence,	in	most	cases	as	^5-^6-^7-^8.
1. A	“primitive	line”	^5-^7-^8
2. An	“expanded	line”	^3-^4-^5-^6-^7-^8	or	even	^1-^2-^3-^4-^5-^6-^7-^8.	I	
have	always	considered	these	to	be	very	rare,	but	plausible	instances	do	
occur.
2. A	“mirror	Urlinie”	that	descends	from	^8	before	returning	upward,	or	^8-^7-^6-
^5-^6-^7-^8.
3. An	Urnachbar	(no,	I’m	not	serious	about	that	term!),	a	neighbor	ﬁgure	that	
connects	to	a	focal	tone	^8,	either	as	^8-^7-^8,	or	^8-^7-^9-^8,	ro	^8-^9-^7-^8.	
2. Linear	pairings	(relevant	to	categories	1-3,	but	especially	to	n2)
1. A	rising	ﬁgure,	as	above,	with	an	interior	voice	that	is	balanced	(or	nearly	
balanced)	against	it.	This	is	based	on	what	I	have	called	the	“three-part	Ursatz.”
2. Inversion	of	the	above,	where	a	rising	interior	voice	is	balanced	(or	nearly	
balanced)	against	a	descending	upper	voice.
3. Tonal	spaces	(particularly	relevant	to	category	2,	though	also	to	3)
1. The	proto-background,	with	available	transformations
4. Patterns	of	progression
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1. Beginning-bias
2. Balance	between	beginning	and	end
3. Shifting	patterns
A	focal	tone	plus	closing	cadence	gesture	seems	to	me	a	practical	beginning	point	for	
interpretive	work.	Both	focal	tone	and	cadence	can	be	presented	simply	or	in	more	
complex	ways.	The	focal	tone	may	be	clearly	presented	at	the	outset	and	then	
reinforced	throughout	till	the	cadence	--	that’s	the	extreme	case.	Or	other	tonic-triad	
tones	can	be	given	various	kinds	of	emphasis	(the	simplest	being	the	isolated	cover	
tone).	Thus,	(1)	one	needs	to	assess	the	balance	between	the	several	deﬁned	tones;	(2)	
in	the	case	of	equal	weight	at	the	beginning,	a	tonal	space	[what	I	call	a	proto-
background;	or	potential	proto-background,	at	least]	may	be	formed;	(3)	at	the	other	
extreme,	the	events	of	the	piece	may	not	allow	the	musically	convincing	deﬁnition	of	a	
focal	tone,	in	which	case	the	complex	design	itself	has	priority	and	it	should	be	mapped	
instead,	regardless	of	whether	any	single	thing	(or	anything	at	all)	is	attached	to	the	
cadence.	I	hardly	need	add	that	assessing	balance	is	an	art	rather	than	a	science,	
interpretation	rather	than	analysis	in	the	traditional	sense	of	the	term	(the	sense	that	
has	been	largely	lost	in	music	theory).	Similarly,	with	respect	to	cadences,	a	direct,	step-
by-step	motion	is	of	course	the	simplest.	Cadences,	however,	have	historically	been	
places	for	ornamentation	and	for	exaggerated	expressive	gestures.	More	complex	
motions	and	ﬁgures	that	move	deeper	into	the	interior	of	the	piece	are	not	uncommon.	
I	should	also	note	that	contrast	between	strains	is	a	common	expressive	feature	in	
these	repertoires,	and	that	contrast	is	sometimes	managed	motivically	(rarely,	
however,	rhythmically)	but	at	least	as	often	registrally:	the	secondary	register	of	the	
ﬁrst	strain	is	touched	on	and	emphasized	to	begin	the	second	strain.	Reading	the	
relation	of	that	eﬀect	to	the	subsequent	cadence	can	become	a	matter	of	subtle	
assessment.
Finally,	the	reader	should	understand	that	I	have	made	no	attempt	to	verify	or	cross-
reference	titles	or	tunes.	Titles	are	as	given	in	my	sources;	tunes,	of	course,	appear	in	
facsimile.
	 	 	 	 	 *	 *	 *
For	reference,	ﬁnd	below	a	listing	of	the	titles	by	source	volume:
Source:	Nathaniel	Gow.	Gow's	Repository	of	the	Dance	Music	of	Scotland.	4	Volumes.	1799	(Part	
1),	1802	(Part	2),	1806	(Part	3),	1817	(Part	4).	Edinburgh:	Robert	Purdie,	n.d.	(Parts	1-3);	
Edinburgh:	for	the	Proprietors,	n.d.[1817]	(Part	4).	Link.
“Argyle	is	my	name”
“Bannocks	O’Barley	Meal”
“Bessy	Bell	and	Mary	Gray”
“The	Bonny	wee	thing”
“The	Collier’s	Daughter”
“Gin	ye	winna	tak’	me	ye	may	let	me	go”
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“How	can	I	be	sad	on	my	Wedding	Day?”
“Jocky	and	Jenny”
“John	of	Badenyon”
“The	Lass	of	Patie’s	Mill”
“Low	Down	in	the	Broom”
“My	Nanie	O”
“O	for	ane	and	Twenty	Tam”
“Robin	Adair”
Source:	William	Napier.	A	Selection	of	Original	Scots	Songs	in	Three	Parts,	the	Harmony	by	
Haydn.	Published	in	London	by	William	Napier	as	Vols.2-3	(Napier's	Volume	1	was	not	arranged	
by	Haydn).	Vol.2	contains	100	songs,	Vol.3	contains	50.		1792-1795.	Link.
“The	Bonnie	Wee	Thing”	
“A	Country	Lassie”	
“The	Glancing	of	her	Apron”
“Green	Grow	the	Rashes”
“Her	absence	will	not	alter	me”
“How	can	I	be	Sad	on	my	Wedding	Day?”
“O	for	ane	and	twenty	Tam!”
“O’er	the	Moor	among	the	Heather”
“The	Shepherds	Son”	
“The	Shepherd’s	Wife”
“Tho’	for	sev’n	years	and	mair”
“Todlen	Hame”
“Woo’d	&	Married	&	a’”
“Yon	Wild	Mossy	Mountains”
Source:	James	Oswald.	The	Caledonian	Pocket	Companion	in	6	Volumes,	containing	all	the	
Favourite	Scotch	Tunes	with	their	Variations	for	the	German	Flute	with	an	index	to	the	whole.	12	
Books.	London,	~1750.	Link.
“Aileen	Aroon”	
“The	Berks	of	Abergelde”
“The	Bonnie	wi	thing”
“The	Bonny	Boat	Man”
“The	Bonny	Widow	of	Wigtown”
“Castle	Swien”
“The	Craigey	Rock”
“The	14	of	October”
“Gallaway	Tom”
“Hallow	Een”
“The	Hare	in	the	Corn”
“Hark	the	Cock	crow’d”
“Jenny	and	I”
“Jockey	blythe	and	Gay”
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“John	Come	Kiss	me	Now”
“The	Lass	of	Patie’s	Mill”
“Lauchlans	Lilt”
“Murland	Willie”
“A	new	Str[aths]pey	Reel”
“Oswalds	Farewell”
“Scotch	Jig”
“Shanbuie”
“There	was	a	Maid	&	she	went	to	the	Mill”
“Walley	Honey”
Source:	George	Thomson.	A	Select	Collection	of	Original	Irish	Airs	for	the	Voice	united	to	
characteristic	English	poetry	written	for	this	work	with	symphonies	&	accompaniments	for	the	
piano	forte,	violin,	&	violoncello,	composed	by	Beethoven.	60	songs	in	three	volumes.	London:	
Preston,	1814,	1816;	Edinburgh:	G.	Thomson,	1814,	1816.	Link.
No.	13.	“Musing	on	the	Roaring	Ocean”
No.	18.	“They	Bid	Me	Slight	my	Dermot”
Source:	Johann	Rudolf	Wyss	and	Gottlieb	Jakob	Kuhn.	Sammlung	von	Schweizer-Kühreihen	und	
Volksliedern.	Bern:	J.	J.	Burgdorfer,	1818.	Link.
“Der	Chilter”
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Aileen	Aroon		(Oswald)
James	Oswald’s	twelve-volume	series	Caledonian	Pocket	Companion	is	an	eighteenth	century	
counterpart	to	Jacob	van	Eyck’s	Fluytenlusthof	from	the	1650s.	First,	it	is	explicitly	intended	for	
the	“German	ﬂute”—Oswald	(grudgingly	perhaps)	adds	“violin”	to	the	later	volumes.	Second,	
the	great	majority	of	the	tunes	are	supplied	with	1-3	variations,	which	for	my	purpose	can	be	
quite	interesting,	as	it	provides	ready	opportunities	for	comparison	and,	even,	as	with	van	
Eyck,	a	window	into	performance	practices,	namely,	how	an	improvising	performer	might	
shape	the	whole	of	a	performance.
This	latter	point	is	particularly	evident	in	“Aileen	Aroon,”	as	we	shall	see	by	looking	at	the	
theme	in	relation	to	its	two	variations.	The	tune	betrays	pentatonic/modal	origins	in	its	
opening	ﬁgure,	and	it	steadfastly	holds	to	the	tonal	space	of	the	fourth	throughout	the	ﬁrst	
strain	--	see	(b).	The	upper,	expressive	note	B4	--	at	(a)	--	does	make	a	step-wise	connection	at	
the	last	possible	moment.
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In	the	ﬁrst	variation,	
at	(a),	a	leading	tone	
is	inserted	into	the	
pentatonic	tune.	At	
(b)	the	range	is	
extended	to	the	upper	
^5.	At	(c),	more	
emphasis	on	that	^5,	
and	(c)	and	(d)	bring	
the	original	fourth	up	
an	octave.	Further	
emphases	at	(e)	-	(g)	
before	the	simple	
ascent	in	the	original	
octave	at	(h).
The	second	variation	suggests	a	diﬀerent	way	a	performer	might	work	out	the	second	strain,	
this	time	through	a	focus	on	^5	and	its	upper	neighbor.
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	 Rising	melodic	ﬁgures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	essay	
documents	examples	from	an	especially	inﬂuential	repertoire	of	social	dance	music,	the	Viennese	
waltz	in	the	ﬁrst	half	of	the	19th	century.	The	two	most	important	ﬁgures	were	both	violinists,	
orchestra	leaders,	and	composers:	Josef	Lanner	(d.	1843)	and	Johann	Strauss,	sr.	(d.	1849).	Strauss	is	
the	focus	here,	through	twenty	ﬁve	waltz	sets	published	between	1827	and	1848.
Neumeyer,	David.	2016.	On	Ascending	Cadence	Gestures	in	Adolphe	Adam's	Le	Châlet	(1834).
	 Adolphe	Adam’s	one-act	opéra	comique	Le	Châlet	(1834)	is	a	milestone	in	the	history	of	rising	
cadence	gestures	and,	as	such	(combined	with	its	popularity),	may	have	been	a	primary	inﬂuence	
on	other	composers	as	rising	cadence	gestures	proliferated	in	opera	bouﬀe	and	both	French	and	
Viennese	operetta	later	in	the	century,	and	eventually	in	the	American	musical	during	the	twentieth	
century.
Neumeyer,	David.	2016.		Scale	Degree	^6	in	the	19th	Century:	Ländler	and	Waltzes	from	
Schubert	to	Herbert
	 Jeremy	Day-O’Connell	identiﬁes	three	treatments	of	scale	degree	6	in	the	major	key	through	the	
nineteenth	century:	(1)	classical	^6;	(2)	pastoral	^6;	and	(3)	non-classical	^6.	This	essay	makes	
further	distinctions	within	these	categories	and	documents	them	in	the	Ländler	repertoire	(roughly	
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1800-1850;	especially	Schubert)	and	in	the	waltz	repertoire	after	1850	(primarily	the	Strauss	family).	
The	ﬁnal	case	study	uses	this	information	to	explain	some	unusual	dissonances	in	an	operetta	
overture	by	Victor	Herbert.	Other	composers	include	Michael	Pamer,	Josef	Lanner,	Theodor	
Lachner,	Czerny,	Brahms,	Fauré,	and	Debussy.
Neumeyer,	David.	2016.	Ascending	Cadence	Gestures:	A	Historical	Survey	from	the	16th	to	the	
Early	19th	Century.
	 Cadences	are	formulaic	gestures	of	closure	and	temporal	articulation	in	music.	Although	in	the	
minority,	rising	melodic	ﬁgures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	
essay	documents	and	analyzes	characteristic	instances	of	rising	cadential	lines	from	the	late	16th	
century	through	the	1830s.
Neumeyer,	David.	2016.	Rising	Gestures,	Text	Expression,	and	the	Background	as	Theme.
	 Walter	Everett's	categories	for	tonal	design	features	in	nineteenth-century	songs	ﬁt	the	framework	
of	the	Classic/Romantic	dichotomy:	eighteenth-century	practice	is	the	benchmark	for	progressive	
but	conﬂicted	alternatives.	These	categories	are	analogous	to	themes	in	literary	interpretation;	so	
understood,	they	suggest	a	broader	range	of	options	for	the	content	of	the	background	than	the	
three	Schenkerian	Urlinien	regarded	as	essentialized	universals.	The	analysis	of	a	Brahms	song,	
"Über	die	See,"	Op.	69/7,	provides	a	case	study	in	one	type,	the	rising	line,	and	also	the	entry	point	
for	a	critique	of	Everett's	reliance	on	a	self-contradictory	attitude	toward	the	Schenkerian	historical	
narrative.
Neumeyer,	David.	2015.	Proto-backgrounds	in	Traditional	Tonal	Music.	
	 This	article	uses	an	analogy	between	"theme"	in	literary	studies	and	"background"	in	linear	analysis	
(or	other	hierarchical	analytic	models)	for	music	to	ﬁnd	more	options	for	interpretation	than	are	
available	in	traditional	Schenkerian	analysis.	The	central	construct	is	the	proto-background,	or	
tonic-triad	interval	that	is	understood	to	precede	the	typical	linear	background	of	a	Schenkerian	or	
similar	hierarchical	analysis.	Figures	typically	or	potentially	found	in	a	background,	including	the	
Schenkerian	urlinie,	are	understood	to	arise	through	(informal)	transformations,	or	functions,	
applied	to	proto-backgrounds.
Neumeyer,	David.	2015.	Nineteenth-century	polkas	with	rising	melodic	and	cadence	gestures:	
a	new	PDF	essay.
	 This	essay	provides	background	on	dance	in	the	nineteenth	century	and	then	focuses	on	
characteristic	ﬁgures	in	the	polka,	especially	those	linked	to	rising	cadence	gestures.	The	polka	
became	a	popular	social	dance	very	quickly	in	the	early	1840s.	Its	music	was	the	ﬁrst	to	introduce	
rising	melodic	frames	and	cadence	gestures	as	common	features.	This	essay	provides	a	series	of	
examples	with	commentary.	Most	pieces	come	from	the	1840s	and	early	1850s.	Variants	of	the	
polka—polka-mazurka,	polka	française,	and	polka	schnell—are	also	discussed	and	illustrated.
Neumeyer,	David.	2015.		Rising	Lines	in	the	Tonal	Frameworks	of	Traditional	Tonal	Music
	 This	article	supplements,	and	provides	a	large	amount	of	additional	data	for,	an	article	I	published	
nearly	thirty	years	ago:	"The	Ascending	Urlinie,"	Journal	of	Music	Theory	31/2	(1987):	275-303.	By	
Schenker's	assertion,	an	abstract,	top-level	melody	always	descends	by	step	to	^1.	I	demonstrated	
that	at	least	one	rising	ﬁgure,	^5-^6-^7-^8,	was	not	only	possible	but	could	be	readily	found	in	the	
repertory	of	traditional	European	tonal	music.
Neumeyer,	David.	2015.		Carl	Schachter's	Critique	of	the	Rising	Urlinie
	 A	detailed	critique	of	two	articles	by	Carl	Schachter	(1994;	1996),	this	study	is	concerned	with	some	
speciﬁc	issues	in	traditional	Schenkerian	theory,	those	connected	with	the	rising	Urlinie—these	can	
be	roughly	summarized		as	the	status	of	^6	and	the	status	of	^7.	Sixteen	of	twenty	three	chapters	in	
this	ﬁle	discuss	Schachter’s	two	articles	directly,	and	the	other	seven	chapters	(2,	4,	5,	17-20)	speak	
to	underlying	theoretical	problems.
Neumeyer,	David.	2015.	Analyses	of	Schubert,	Waltz,	D.779n13
	 This	article	gathers	a	large	number	of	analyses	of	a	single	waltz	by	Franz	Schubert:	the	anomalous	
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A-major	waltz,	no.	13	in	the	Valses	sentimentales,	D	779.	The	goal	is	to	make	more	vivid	through	
examples	a	critical	position	that	came	to	the	fore	in	music	theory	during	the	course	of	the	1980s:	a	
contrast	between	a	widely	accepted	“diversity”	standard	and	the	closed,	ideologically	bound	habits	
of	descriptive	and	interpretative	practice	associated	with	classical	pc-set	analysis	and	Schenkerian	
analysis.
Neumeyer,	David.	2014.	Table	of	Compositions	with	Rising	Lines
	 A	table	that	gathers	more	than	900	examples	of	musical	compositions	with	cadences	that	use	
ascending	melodic	gestures.
Neumeyer,	David.	2014.		Complex	upper-voice	cadential	ﬁgures	in	traditional	tonal	music
	 Harmony	and	voice-leading	are	integrated	in	the	hierarchical	networks	of	Schenkerian	analyses:	the	
top	(most	abstract)	level	of	the	hierarchy	is	a	fundamental	structure	that	combines	a	single	upper	
voice	and	a	bass	voice		in	counterpoint.	A	pattern	that	occurs	with	increasing	frequency	beginning	in	
the	later	eighteenth	century	tends	to	confer	equal	status	on	two	upper	voices,	one	from	^5,	the	
other	from	^3.	Analysis	using	such	three-part	voice	leading	in	the	background	often	provides	richer,	
more	complete,	and	more	musically	convincing	analyses.
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	 Tonal	frames	are	understood	here	as	schemata	comprising	the	"a"	level	elements	of	a	time-span	or	
prolongation	reduction	in	the	system	of	Lerdahl	and	Jackendoﬀ,	Generalized	Theory	of	Tonal	Music	
(1983),	as	amended	and	extended	by	Lerdahl	(Tonal	Pitch	Space	(2001)).	I	use	basic	forms	from	
these	sources	as	a	starting	point	but	call	them	tonal	frames	in	order	to	make	a	clear	distinction,	
because	I	have	a	stricter	view	of	the	role	of	register.
Neumeyer,	David.	2010/2016.		John	Playford	Dancing	Master:	Rising	Lines
	 Musical	examples	with	rising	cadence	gestures	from	John	Playford’s	Dancing	Master	(1651).	This	set	
was	extracted	from	the	article	“Rising	Lines	in	Tonal	Frameworks	of	Traditional	Tonal	Music.”	A	
revised	version	of	this	was	published	in	2016:	link.
Neumeyer,	David.	2009.	"Thematic	Reading,	Proto-backgrounds,	and	Transformations."	Music	
Theory	Spectrum	31/2:	284-324.
Neumeyer,	David.	1987a.	"The	Ascending	Urlinie,”	Journal	of	Music	Theory	31/2:	275-303.
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